myself on piano and organ). The assignment came from SFI (Svensk Filmindustri, Sweden's national film company). Before this task, I had improvised to silent film for eleven years and had a classical background as a pianist and theatre musician. Much of the music I did as silent film pianist was usually spontaneously improvised directly to a film that I had never seen before and now I had to develop themes and sequences into a complete score to be played by an ensemble. It became necessary to formulate what for years I had instinctively performed.
I had to go back to my first experience of playing to a silent film. This was Sergei Eisenstein's film Battleship Potemkin (1925) in a high school auditorium in 1985. The anarcho-syndicalists at this school wanted to show the film during a lunch break for the school's students, and they asked if I could accompany it. I thought it sounded exciting and accepted the assignment. But how do you actually play to a silent film? My Russian piano teacher said, somewhat in passing, that silent film music was structured on diminished triads and the first composer I thought about was Beethoven. Beethoven's piano sonata Pathétique Opus 13 was the music I chose to have as a basis to accompany Battleship Potemkin. The piano sonata's strong melodies, the dramatic dramaturgy, the abrupt shifts in dynamics between ppp and fff, the tension-filled diminished triads and the simple chord progressions and cadences should fit perfectly to the silent film, I thought. The big shock came some way into the film: Battleship Potemkin is 75 minutes long and the Pathétique sonata about 18 minutes! What do I do when I finish playing it? Start all over again? In sheer panic, I randomly replayed a number of bars and began to improvise using the major and minor scale tones of the chords. I began cautiously changing the tempo and slowly I became irresistibly drawn into the film's story which somehow became more important depending on how I chose to play. Suddenly I understood the magnitude of how the music directly and extremely strongly influenced the significance of the pictures. A huge responsibility rests on the pianist, I realized with awe. The choice of music and especially the dynamics of touch decide how the audience experiences the film. I repeated the chords in the Pathétique sonata in endless reruns. I had not made any major preparation of the accompaniment, nor had I studied the film's dramaturgy, so the rapid revolutionary editing in the epoch-making scenes dictated that I was hopelessly behind in my musical reactions to the events. Gullibly, I had thought it enough to play some classical pieces to the film. I treated it very lightly. The practical experience was
